Parnassum in lectures designed to illustrate his theory of contemporary musical renewal through the rapprochement of ancient and modern styles points to a better understanding of Clementi's position. 5 Clementi's minor-mode practice is unique in the keyboard music of his era. By late eighteenth-century standards a high proportion of his output is in the minor mode, and the choice of the minor calls forth from him distinctive compositional approaches and expressive effects. The minor mode is the focus of a special, highly expressive syntactic field, in which the major/minor modal opposition is aligned with various syntactic oppositions. Thus in minor we find chromatic or especially supple harmony, fluid, two-part textures, rhythmic discontinuity, tempo rubato, passionate outbursts and stormy textures. Above all, old-fashioned syntax in minor is set against 'modern' idioms in major-key passages. The minor mode is often coordinated with conspicuously contrapuntal textures, including canon, the double-dotted rhythms of the French overture, and allusions to the keyboard styles of Domenico Scarlatti and Johann Sebastian Bach, styles with which Clementi had been acquainted at least since his studies at the house of his boyhood patron Peter Beckford. 6 Minor-mode movements tend to avoid the brilliant octave passages, block chords, Alberti-bass accompaniment figuration, and galant-style ornamentation that are found in many of Clementi's major-mode movements.
Clementi seems to have revelled in the possibilities of the minor-mode complex, and his biographer Leon Plantinga considers that the best pieces from every stage of his career were in minor. 7 Clementi's practice runs parallel with that of Austrian and Bohemian composers of symphonies. In Viennese instrumental music of the late eighteenth century the relatively few minor-mode compositions are often highly distinctive in their stormy character, with prominent allusions to 'ancient' idioms that elsewhere I have termed 'untimely rhetoric '. 8 At a broader formal level, Clementi employs distinctive strategies when working with this complex, which revive procedures from Italian Baroque keyboard and chamber music and couple them with contemporary keyboard idioms and sonata-form procedures in distinctive ways. His use of minor is characteristically insistent, on several levels. He takes his sonata expositions to the minor dominant (v) more often than most composers of the time. Even when he does close the exposition in the mediant (III), Clementi often touches on the minor version of that key (iii) with expressive emphasis, and this insecurity of the major may be dramatized. In his sonatas Clementi avoids the growing trend for modal reversal in minor-key instrumental movements, exemplified by Haydn's instrumental compositions of the 1780s and 1790s. Indeed
Clementi's recapitulations underline the transformation of the exposition's major-mode material when it reappears in minor, sometimes by means of elaborate re-composition. Clementi has four sonatas with all their movements in minor, which in some ways recall the layout of the Baroque sonata da chiesa.
Untimely rhetoric
There is no hard-and-fast rule in Clementi's keyboard music about the syntactic patterns that may appear in major and minor respectively. There is merely a general tendency for oldfashioned idioms to appear in minor, and, especially, for local modal opposition to be reinforced by stylistic contrasts. A clear example of the coordination of modal and syntactic contrasts is found in the finale of the Sonata in C Op. 9 No. 2. The minore episode of this rondo is an expressive, tempo rubato passage with rhythmic syncopation, contrasting sharply with the tuneful, major-key rondo refrain that precedes and follows it, the latter organized as a regular approach to the dominant in the bass (bars 9-10), and an equally characteristic inner-part 7-6 suspension (bars 7-8 12.1(ii)). When the expected major version of the mediant (A flat major), is finally confirmed for the subordinate theme, Clementi offers a 'modern' transformation of the original melodic figure above a homophonic texture with a tonic bass pedal and first-beat attacks in all parts (Ex.
12.1(ii), bars 20ff). This theme grows in dynamics, energy and assurance, confidently cadencing in A-flat major. After the cadence, however, the F flats return-a hint of the minor modewhile simultaneously the repetitive tendencies resume and the dynamic drops to pp (Ex.
12.1(iii)). The exposition ends with a single melodic line doubled in octaves that dies away in a low register, again in the manner of Scarlatti. Here the coordination of mode and style is flexible and allusive, lending the exposition an almost narrative quality: the music draws itself out of the 11 According to William E. Caplin's system, the theme would be a 'hybrid' of the form 'compound basic idea + continuation', with the continuation phrase halted by a deceptive cadence before being repeated and ending conclusively with a perfect authentic cadence. Caplin, Classical Form, 61. 12 Elsewhere, Clementi imitated or, better, transformed the brilliant figuration of Scarlatti too, mainly, though, in major-key sonatas. See Plantinga, Clementi, 49-50.
melancholy past and builds confidence before partially falling back with the fateful return of minor-mode elements and older keyboard style. This technique of 'minor-mode interpolation'
within the major-mode context of the subordinate key (III) again has parallels in Mozart, for instance in the first movement of the Piano Concerto in C minor K. 491, albeit on a much grander scale.
13
Clementi may have absorbed something of the Viennese practice following his stay in Vienna in 1781-82, before either of the Mozart works alluded to here were composed, however.
The two early G-minor sonatas that he wrote at that time stand out from the others in their sets for their artistic ambition and eschewal of octaves and flashy virtuosity. Distinctive treatment of the minor mode is already apparent to some degree in Op. 8 No. 1, where an introspective,
private keyboard style appears in minor in the first movement, and more modern, extrovert idioms in association with major passages. Clementi had used the minor mode before in his keyboard music-of the six early fugues composed in 1780 and 1781, four are in minor-but never in sonatas. It is only from the Vienna period that the minor becomes available as a key for sonatas as well, and thus also for rhetorical exploitation. Clementi does not share all the techniques of the Viennese composers, though. In particular he does not favour the contrapuntal minor-key minuet as they do; his only contrapuntal minuet-a fully canonic one in the Sonata in G Op. 40 No. 1-is in major.
14 Form and tonality
In sonata cycles Clementi's distinctive formal and tonal strategies in the minor-mode complex include the shaping of narrative or 'plot' across whole movements or even multi-movement compositions. Clementi's use of minor is characteristically insistent, on at least three levels.
First, he often takes the expositions of his sonata-form movements to the dominant minor (v) rather than the mediant (III), the favoured option for most composers of the late eighteenth century ( Unusually for Clementi, the exposition spends much more time in major (III) than in minor (49 bars to 16). Scarlatti-type textures are not in evidence, nor the running, swirling two-part textures that we often find in these movements.
Yet the recapitulation of No. 42 signals a return to Clementi's earlier approach to minorkey sonata form. Again, it is longer than the exposition, thoroughly re-cast in the manner of Haydn, re-working the exposition's tight motivic web, and increasing its continuity (another Haydnesque trait). These alterations rhetorically highlight the consistent F-minor tonality, which stands out in this movement given the exposition's unusual emphasis on major. Dramatic accents and dissonances such as 7-6 suspensions appear that were entirely absent from the exposition (bars 179, 181, 196 and 199 ; for the first two see Ex. 12.6). The murky bass is less prominent, as are the lyrical phrases with inner-part broken chords, whereas the running, twopart textures are extended, including, after a pause (bar 184; see Ex. 12.6), a Scarlatti-like passage that recalls the first movement of the F-minor sonata Op. 13 No. 6. The recapitulation opens with a very long span of minor-mode music: the main theme moves to a 'secondary development ', 22 and then arrives at the start of the subordinate theme without a cadence, the new basic idea expressing continuation (medial function) rather than presentation (initiating function) through the avoidance of root position harmonies (bars 165-66). The chromatic approach to the cadence of the exposition's main theme (bars 202-211) 
